Introduction
Even a cursory inspection of the literature about popular music reveals that perceptions of an association between music and place are frequent and unremarkable. Indeed, there are so many attempts to describe and define musical styles by containing them within a geographical category that it could be argued that the practice has become less a convention than a cliché. Recent analyses of specific sounds assumed to 'belong' to a region or city include Coventry (Frith 1988) ; Dunedin, Manchester (Shuker 1998) ; New Orleans, Chicago, Texas, Memphis, San Francisco, Philadelphia, Southern California, New York City (DeCurtis & Henke 1992); Detroit (Carson 1999; Boland & Bond 2002; True 2004) ; Nashville (Hemphill 1975; Streissguth 1997; Jensen 1998) ; Seattle (Morrell 1993) ; and Los Angeles (Hoskyns 1996) .
But does this routine exercise in labelling reflect the existence of authentic causal connections between a city's social practices and its cultural products (in this case, its music)? Or is it merely a shorthand device for naming and marketing musical outputs that actually have very little in common other than their point of origin?
In order to illuminate such a discussion, I want to concentrate on the specific example of the Mersey sound or, as it has been frequently labelled, 'Merseybeat'. There are a number addition, there were very few groups; it was an unwritten rule that 'pop stars' -who were predominantly white, of course -were solo performers. Even when groups were featured, their billing explicitly maintained an appropriate distinction between lead singer and backing musicians: Cliff Richard & the Shadows, Joe Brown & the Bruvvers, Marty Wilde & the Wildcats, the Karl Denver Trio, Johnny Kidd & the Pirates, and so on. Furthermore, the popular music industry was based exclusively and inevitably in London; it was utterly implausible to seek to pursue a musical career from outside the capital. Indeed, one of the reasons why the Decca record label rejected the Beatles in 1962 was that it opted instead for the safety and convenience of signing the London-based Brian Poole & the Tremeloes, who also conformed to the lead singer and backing group model.
And in the late 1950s and early 1960s, there seemed little reason to believe that any of this might change, or that performers and audiences in Britain might break free from their duplication and consumption of US music. Consequently, there had been no suggestions of connections between music and place. With no, or very little, British music, talk of a British sound was rather illogical.
By contrast, analyses of the development of popular music in the US had long been constructed around the clear recognition of specific regional variations. In his appropriatelytitled book The Sound Of The City, Gillett (1971: 29-44 ) identified five separate musical strands or sources, all related to place, that coalesced in the early 1950s: Northern band rock'n'roll (Bill Haley), New Orleans dance blues (Fats Domino, Little Richard), Memphis country rock (Carl Perkins, Jerry Lee Lewis, Johnny Cash), Chicago rhythm'n'blues (Bo Diddley, Chuck Berry), and New York vocal group rock'n'roll (the Orioles, the Platters).
It is also important to understand the condition of Liverpool itself. Granted a royal charter by King John in 1207, it had long been used as the principal sea connection with Ireland. However, in the 18 th century, its location on the North West coast made it increasingly useful for transatlantic trade with America, and it began to play a central, and lucrative, role in the slave trade, which provided the historical basis for the first phase of the city's wealth. A circular route was established: from Liverpool to the West coast of Africa, from where many tens of thousands of Africans were transported across the Atlantic to be sold as slaves in the West Indies; and from there the ships returned to Liverpool laden with sugar, tobacco and cotton. When the slave trade was abolished in Britain in 1807, the city's attention concentrated on cotton and it became the port at which ships arrived from the US carrying raw cotton, which was then woven into cloth in the factories of Lancashire. This was the second phase of Liverpool's wealth, through the 19 th century. However, as the cotton trade started to decline in the mid-twentieth century, the city, which had suffered massive bomb damage during the Second World War, became less a symbol of affluence and prosperity, and more a symbol of inner-city decay, poorly-designed housing estates, crime, deprivation, and social problems -a reputation it retains today. New industries, notably car manufacture, were introduced to the city, but by the early 1960s, it had one of the highest unemployment rates in the country, and its population of around 700,000 had barely increased since 1900. Indeed, in 1963, the British Communist party's newspaper The Daily
Worker pointedly declared that "the Mersey Sound is the sound of 80,000 crumbling houses and 30,000 people on the dole" (Davies 1968: 201) .
The city also possessed three additional characteristics which, while they might appear irrelevant, are actually very indicative of the city's culture. First, it was widely reputed, in the early 1960s, to contain more public houses and bars per head of population than any other city in Britain. Secondly, it had supplied, over several decades, many of the country's leading comedians; Tommy Handley, Robb Wilton, Arthur Askey, Ted Ray, Ken Dodd, Norman Vaughan and Jimmy Tarbuck may not have achieved fame outside Britain, but all were among the most popular entertainers in the country through their appearances in music hall, and on radio and television. Thirdly, the city was, and is, home to two of Britain's best-supported football clubs -Liverpool and Everton. These factors combined to give
Liverpool a reputation as a vigorous, exciting, and independent centre of popular entertainment. Cohen has presented an interesting comparison:
Liverpool's role as a seaport endowed it with an 'outward-looking' character, a sense of detachment from the rest of Britain, and thus a sense of being somehow different. It is a characteristic shared by New
Orleans […] which has a similar economic, social and cultural history and strong musical identity […] It is a city divided by social differences
and rivalries yet at the same time it projects a strong sense of loyalty and solidarity, and a spirit of co-operation (1991: 9).
And all this, she concludes, "was particularly suited to the world of rock music which thrives upon challenge and attention " (1991: 11 In addition to the impetus provided by skiffle, there were two other relevant factors at work in this musical growth. Faced with this situation, the response of many British teenagers was to move from the passive consumption of music to the active creation of music. And this is why, as a result,
Harker has claimed that "the commercially dead period around 1960 was one of the most potent and creative times for British adolescent working-class musical culture " (1980: 75) . In effect, the Beatles and their peers took music back to the streets. And the first accounts of that music -mainly firsthand accounts, at a time when they were performing to small, local audiences in Liverpool and Hamburg -focus less on interior characteristics (the music itself) and more on exterior characteristics (its delivery or the manner of its performance). In particular, the ability to generate excitement on stage was consistently highlighted as the single most important element. All the above accounts say next to nothing about the group's music. There is, in fact, general agreement among the commentators of this period that the roots of this sound -a visual sound, rather than an aural sound -lay in the professional experiences of Liverpool groups in Hamburg. To satisfy the often-rowdy German audiences' demands for entertainment, and to develop a reputation for providing more exciting shows than competing venues, the performers were urged by their employers to engage in distinctive and memorable stagecraft.
Clayson has claimed that the Liverpool groups quickly learned to be less concerned with technical accuracy than the generation of a lively all-night party atmosphere to foster a rapid turnover at the counter, and defuse potential Many of these investigations centred around the Beatles, but the fact that other performers from a city that had previously contributed little or nothing should, within the space of a few months, so completely dominate much of the world's popular music, convinced many that there was not just a Beatles sound, but a Liverpool sound. And, very quickly, the emphasis in these explanations switched from performance to music -from form to content. A common assumption was that the sound of their music, cover versions and selfcompositions alike, was, in fact, a combination of different sounds and styles that were mainly American in origin. Gillett decided that it was a derivative of two American styles which had not previously been put together, the hard rock and roll style of singers like Little Richard and Larry
Williams, and soft gospel call-and-response style of the Shirelles, the Drifters, and the rest of the singers produced by Leiber & Stoller, Luther Dixon, and Berry Gordy (1971: 309 And, in addition to the sounds of American soul, rhythm'n'blues, and country to which the city was accustomed, there was yet another demographic advantage that worked its way into the music. As Kozinn has pointed out:
The city also had a more colourful ethnic make-up than many other English cities at the time. There was a large Irish population, as well as sizeable Jamaican, Indian, Chinese, Slavic and Jewish communities, making Liverpool the kind of cultural melting-pot that New York was and London was not.
These influences, both individually and in their mixture, can be heard tellingly (1995: 16) .
And this approach also offers a startlingly simple explanation of the huge success of the Beatles and other Liverpool performers in the US: the Liverpool sound was nothing more than an appropriation and re-assembly of the familiar musical sounds of North America itself.
Marcus has argued that when American audiences were confronted with a sound that (1990: 68-83) .
In any event, whether the ingredients were perceived as British, or American, or both, within the years of Beatlemania, efforts to isolate the components of a Liverpool sound switched from its delivery or its performance to its specific musical personality. And the dominant explanation was to see that musical personality as a synthesis of existing sounds, live and on record, that were "saturated with intertextuality" (Weinstein 1998: 141) . Thus, this perspective saw a specific and unique Liverpool sound that reflected an affinity, or similarity, between the groups from that city; and the Beatles were merely a part of that shared sound.
Diversity. The Beatles Sound.
One can plausibly argue that if there was something called Merseybeat insights or perspectives such accounts may have brought -with the benefit of several decades reflection and hindsight -to analyses of Mersybeat; and the way in which those assessments differ from the two approaches discussed above.
Perhaps the first thing to note is that the status of the Beatles has transformed almost beyond belief in the last thirty or forty years. Pre-1963, they were simply a locally-based rock'n'roll group, popular in Liverpool and Hamburg, but unknown elsewhere. Then, from
1963-1966, they had huge successes around the world, their voices and faces were the most recognised symbols of the 'swinging sixties', and they became -and remain -the iconic images of the decade.But since the late 1960s, the group has been subject to a persistent reevaluation that extends far outside its musical context, along several parallel dimensions.
 Economically, the Beatles (and their Liverpool peers) are seen as largely responsible for the evolution of popular music in Britain from a small branch of the domestic entertainment business into one of the country's most profitable exports.
 Musically, they introduced innovative elements into the composition and construction of their songs that served as examples for others to follow.
 Industrially, they demonstrated assertions of independence that helped to free them, and others, from the restrictive and paternalistic patterns of management and organisation that had characterised the business in Britain.
 Historically, the group is perceived as one of the key moments in the narrative of the twentieth century.
 Politically, they demonstrated that entertainers might also be permitted to step into the role of intellectuals.
 Socially, their unprecedented global popularity was achieved in part by the capacity that they, and their music, possessed to overcome traditional distinctions of nationality, age, gender and social class amongst communities of fans.
 Culturally, they shifted the consumption, discussion and analysis of popular music into settings from which it had been previously excluded.
And throughout all that, the connections between the group, its music and the city of Mellers has also stressed the differences rather than the similarities of the music produced by Liverpool groups. While the Beatles "knew the right time and place to be born 
Conclusion
These alternative approaches present a series of conceptual shifts, moving from an assessment in which the concept of Merseybeat is contained within an emphasis on its delivery or performance, to a position which sees a Liverpool sound as the distinctive consequence of patterns of generic musical intertextuality, to a counter-argument which questions the existence of a Liverpool sound per se by emphasising its diversity rather than its unity. What are we to make of all this?
As already indicated, there is no doubt that the concept of Merseybeat was enormously attractive. As well as being a succinct marketing brand, it also supplied a convenient label that could be employed and exploited by a fascinated and hungry news media, for whom the global success of the Beatles, or of any British popular music or musicians, was an unprecedented event, and who lacked the experience, expertise or conceptual tools with which to make sense of it. But as critical, media, and academic expertise and experience grew, initially through the 1960s, and into the 1970s, 1980s, 1990s
and beyond, the shorthand vocabulary of Merseybeat came to be seen as a wholly inadequate description of the varieties of music the city produced.
It may be significant that very few systematic attempts were made (or, indeed, have been made since) to identify the existence of a distinct sound in other British cities. The Who, the Yardbirds, the Kinks, the Small Faces, Manfred Mann, the Dave Clark Five, the Rolling This does not undermine the argument that social and musical networks are influenced by time and place. They are, in just the same way that any other set of cultural practices (sport, art, dance, theatre) are influenced by the same forces. Cohen's claim that "music reflects, social, economic, political and material aspects of the place in which it is created" (1995: 444) is correct. But that influence will not necessarily be reflected in exactly the same way for everyone involved. And, in the same way that music is informed by time and place, so too musical commentary is equally informed by time and place. This discussion has shown that the nature of the associations between music and place can be, and have been, critically interpreted in different ways. In the case of the Beatles and Merseybeat, those interpretations have been historically manifested in terms of a focus on its delivery or performance; on its affinity, through the existence of a Liverpool sound; and on its diversity, and the uniqueness of the Beatles sound.
